A major consequence of the diasporic movement of people across national borders --albeit one that has not received the analytical attention it deserve --has been the compromising of ethical and legal systems, which had previously been naturalized as modes of national self-recognition and corporeal integrity. The body politic can only function politically, that is, it can only foster a shared sense of community and responsibility when the lines between acceptable and unacceptable behaviour are clear and accepted by all 'good' citizens.
The focus on political subjectivity as citizenship can, however, lessen our recognition of the corporeal reality of subaltern bodies whose availability for exploitation is enabled precisely by their often structurally agonistic relation to the category of 'good citizen'. Because of this agonistic potential, the body politic often rejects those intrusive agents that are deemed to threaten its survival and integrity. The transnational seepage and viral or even metastatic potential of bodies coded as alien (in ethnic and/or gendered terms) is perceived to compromise the ability of political bodies, be they nation states or other types of federal unions, to function in terms of boundary maintenance and cultural reproduction.
From the perspective of the official organs of the body politic as such, the subaltern or alien body is perceived as fundamentally dangerous and unappealing when acting in the service of its own particularized objectives, but is salubrious and life-giving when servicing the agendas or fitness of the whole, whose needs are usually synecdochically reduced to those of the most privileged class. It is the fact that their 2 boundaries and allegiances are unclear and that they are variously appropriable by narratives of use and uselessness that gives contemporary diasporic communities and individuals, in their subalternity, their particular positioning as viral or virile, vampiric or lifegiving. The boundary blurring of both the transplant --in all its literal and metaphorical guise --and transgender identity compromises traditional notions of corporeal integrity just as diasporic movement compromises notions of national and cultural integrity. This is especially true as the ability of diasporized individuals and communities to maintain contact with their communities of origin lessens their general investment in assimilation as their unquestioned terminus a quem.
In this essay we will argue that recent filmic depictions of transplanted and transgendered bodies are emblematic of anxiety about the loss of cultural identity in much contemporary European --particularly French and British --film.
Contemporary collective identities must incorporate a transnational and transcultural adaptability as the movement from here to there becomes easier physically (and, concomitantly, as the movement of information has been rendered instantaneous and, for all practical purposes, borderless). Just as the airline terminals and train stations that have made the European Union a living reality are designed to be as unthreateningly generic and immediately readable as possible, other work spaces are becoming similarly interchangeable. Ultimately, the very blandness of these spaces facilitates the disparate lifestyles of those at both ends of the economic spectrum for whom transnational movement is a way of life. For the contemporary migrant the first action that is performed when stepping into a new place is no longer to try to get his or her bearings, but to go to work. Place has not given way to placelessness, but to the omni-placeness and cultural disorientation of what we have termed the 3 transplantation. By this we mean one of the sites where the actual grunt work of difference and inequality takes place by enabling the production of the things that make leisure and privilege possible for people who would not (or would only) be caught dead in those places. In other words, these are the kinds of places that citizens in good standing and in pursuit of good health or good times visit but leave, places where dirty and not-so-pretty things (as in the film by Stephen Frears, which we will examine below) are left behind and then cleaned up by 'the people you do not see'.
One does not see these people because the very fact that they have been relegated to such places is indicative of their lack of good standing, of the fact that they are not 'connected'.
Transplantations are sites such as hotels, sweatshops, farms, factories, hospitals, brothels, and battlefields where underpaid work, increasingly performed by immigrants both legal and otherwise, not only takes place but is essential to the site's existence as a productive or money-making enterprise. Not only are these sites made recognizable by the particular types of low-paid labour that takes place in them, but also by the discourses that are committed to reforming them and in one way or another liberating their denizens. The result of globalization is that these once localized sites are no longer invisibly local enough for those who benefit from them to carry on with business as usual. For the disenfranchized, this delocalization has catalysed a new culture of transnational activism and political self-awareness. (Gurinder Chadha, 1993) and My Beautiful Laundrette (Stephen Frears, 1985) , young second-generation immigrants must define themselves in relation (even if this relation is an oppositional one) to their parents and their national 'homeland', eventually coming to an uneasy truce. French films, on the other hand, tend to depict unattached males separated from their families and doomed not to integrate fully into French mainstream culture in part because they do not fit into the idealized structure of the nuclear family.
Many French films from the mid-1990s to the mid-2000s focus on young male characters of North African origin (Beurs) cast adrift from their families and the 'old country'. Hamid Naficy has written of the Beurs' 'bitter realization that they are French but not quite, that they are North African but not quite, and that they have no home to which they can return' (Naficy 2001: 98 (Barber 1993: 224) , but also the complete collapse of the social hopefulness of his early films. The black-market kidneys that drive the film's plot are stark emblems of economic despair. As Nancy Scheper-Hughes has noted: 'The kidney as a commodity has emerged as the gold standard in the new body trade, representing the poor person's ultimate collateral against hunger, debt, and penury ' (2003: 1645) .
If slavery is the ultimate form of reification, it can be imagined as a form of transplantation in toto to the extent that in enslavement, one person's entire biological 7 apparatus becomes both the prosthetic supplement to the master's will and the productive engine of his privilege. Correlatively, when the human body is viewed as a collection of transplantable organs, the subaltern body is reduced to the potential of being literally 'farmed'. As Scheper-Hughes observes: 'In general, the circulation of kidneys follows established routes of capital from South to North, from East to West, from poorer to more affluent bodies, from black and brown bodies to white ones, and from female to male or from poor low status men to more affluent men ' (2003: 1645) .
It is no coincidence that we speak of organs as being 'harvested', thereby transferring the idea of labour from the underclass body to the 'surgeon' who performs the act of harvesting and ultimately to the masters who enjoy the harvest. These images of the harvesting of organs, of storage, and, even more troubling, of stockpiling suggest just how far outside its conventional ethical parameters the selling of organs takes physicians and other health care professionals as healers. As Thomas H. Murray has pointed out: 'The very words used to describe what physicians do --they "take care of patients" --come from the language of personal, moral, nonmarket relationships' (1997: 356) . In an era of globalization, the plantation as the site of slave labour (and thus the epitome of reification) has been given new life in the image of the transplant (as both the body in motion and the body literally in pieces and available for purchase).
The fact that in addition to the significantly named 'Baltic' hotel, the action of Dirty Pretty Things takes place mostly in a morgue and a sweatshop makes it clear that the hands-on dynamics of exploitation and privilege involve both mobility and access.
Instead of functioning primarily as a place for either temporary accommodation or illicit sexual affairs, The Baltic, like these other locations, functions as a 'transplantation'. Transplantations like The Baltic are the places of employment of immigrants working in the hotels of advanced capitalist countries, as well as the sweat-shop workers in Nike factories in Nepal, and the well-educated, middle-class Indians working long hours in the call centres of multinational corporations in India.
The 'trans' in 'transplantation' signifies the crossing of the border between more and less industrialized countries. In transplantations, the border traffic tends to be oneway: citizens of less-industrialized countries work in sites owned by companies originating in the more industrialized countries. This is why it is currently inconceivable to imagine British, American, French or German citizens working in a
Nepalese-owned sweatshop in Chicago or London.
In Dirty Pretty Things the characters occupy what seems to be almost a post-national version of London in which difference has become feral and created a dystopian world where white Britishness is so thoroughly marginalized from the city's urban reality that it can only swoop in vampirically at the end in order to retrieve the foreign but vital body parts without which, the film suggests, the ailing body of white Britain itself cannot survive. It is the futility of his efforts to function as a good citizen in both London and Nigeria that has led to the expatriate protagonist Okwe's global deracination and downward mobility. The cautionary image of the doctor who scrubs toilets is one of the new stereotypes enlivened by the globalization of diaspora as a phenomenon that has lost much of its class-based specificity. Similarly, the image of a human heart in a toilet starkly literalizes the disposability of the subaltern body.
Significantly, even Okwe's 'good' black body, which contains his 'good' (and 'black') heart, is never allowed to compromise, not even by way of a kiss, that of the In L'Intrus, the deep scar that runs across the body of the main character finds its visual equivalent in the duplication of man-made borders that deny the openness of even the wildest of landscapes and in the frames that similarly limit and fragment the film's images: frontiers and customs, walls, blinds, doors, windows; scars (as incongruous and rectilinear as the human borders that divide the surface of the earth).
The film speaks of a world of violent and paranoid ownership, fixated on the delimitation and defence of a territory where the foreign body is always the intruder, always reducible to a threat, to be hunted, driven away or destroyed. (Beugnet 2007: 144-5) The scar is a trace that signals prior violence. Tellingly, in L'Intrus Trébor's daughterin-law is a customs officer who uses attack dogs, at the ready to wound and maim, to keep illegal cargo from crossing the border into France. She is therefore one of the figures charged directly with protecting the integrity of the European Union against dangerous contaminants.
In Denis's earlier film J'ai pas sommeil (I Can't Sleep, 1994) 
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The dynamics of transplantation and assimilation are intensified when the borders to be crossed are not only national and cultural, but sexual or gendered as well. The etymology of 'sex' (illustrated so memorably in Plato's Symposium) refers to the reunion of two halves that once formed a whole. When individuals' sexual or gender identity, by virtue of its self-sufficiency, complicates this model of incompleteness --that is, when they desire not the 'other' but the 'same', or when they are not 'one' or the 'other' but both --their integration into the larger body politic is compromised because they fall outside the reproductive economy of the traditional nuclear family.
In a transcultural context, however, this self-sufficiency can be perceived as a virtue from the perspective of both 'transplant' and 'host', leading (for individuals) to escape from the strictures of patriarchal oppression, or (for institutions) to the exploitation and objectification of otherwise threatening cultural differences.
In East is East, the Khan family's integration into white British culture is complicated by the fact that it is composed of an interracial couple (a Pakistani father and white Wild Side, which, he suggests, attempts to find some common ground between 'gay assimilation' and 'precarious immigration' (Rees-Roberts, 2007: 154) , could be applied to all three films. The perceived threat to the nuclear family and by extension to the body politic is acknowledged in these films' attempts to construct alternative family structures. The explicit establishment of surrogate families in these films (whose culmination is the gay, transgendered wedding ceremony in Chouchou) serves to offset such a threat --it is notable that all three films emphasize the construction of alternative family units based on elective affinities rather than biology. In Wild Side,
Mikhail, who speaks almost no French, indicates that he misses his family in Russia, and Djamel points to himself and Stéphanie in order to convey the idea that they are his family. Drôle de Félix, about a gay man's road trip from Dieppe to Marseille to find his father, whom he has never met, is punctuated by on-screen titles assigning familial roles to people Félix befriends along the way ('mon petit frère', 'ma grandmère', 'mon cousin'). The final title, 'Mon père', refers not to Félix's biological father, whom he ultimately decides not to meet, but to a kindly older man (played by Maurice Bénichou) whom Félix encounters shortly before arriving in Marseille. The flipside of this representation of young immigrant males as alienated loose cannons is that of the hyper-fertile Maghrebi woman, whose capacity, like that of the alien mother in the classic science fiction Alien quadrilogy, to create seemingly endless numbers of unassimilable subjects threatens to swell the ranks of 'unwashed immigrants' into a flood that will sweep away all of the things that make 'us' human.
If it is the dangerous activity of the male that represents social threat, it is the generativity itself of the female body that positions alien women as disruptive forces.
These opposing and yet complementary figures revive tired stereotypes from the colonial era, whose potency is still apparent in its continued application to women in 
Notes
1. In this essay we will be using the term 'body politic' in its most basic sense as 'the people of a politically organized nation or state considered as a group'. For instance, the 'French body politic' consists of those people who in terms of national and international recognition can legally refer to themselves as French and for whom being 'French' is their primary form of civil self-recognition.
2. See the debates surrounding concepts such as 'host' country and 'guest worker' in Rosello (2001) .
3. For instance, in Julian Jarrold's Kinky Boots (2005) the 'kinky boots' themselves are necessary because drag queens are physically male and men tend to have bigger feet than women.
